ABsTrACT
The life and career of Aggie Grey , the leading Western Samoan hotelier, spanned multiple periods in Samoan history, from its time as a German colony through New Zealand administration, world war and independence. In this time frame, Aggie Grey's hotel business grew from a small boarding house known as the Cosmopolitan Club (1933) to a hamburger stand and boarding house during World War II (1940-44) . A leading postwar figure in Samoan tourism, Aggie Grey was honoured with the Queen's Service Medal (1983) and was the subject of two biographies (Eustis 1979; Alailima 1988) and several stamps issued in her lifetime. The hotel that she would expand with her son Alan Grey in the post-war era (1945-present) is now an international company consisting of several resorts administered by her grandchildren, with business interests in other hotels and airlines, casinos in Western Samoa and Tahiti and, as this article went to press, globally rebranded as part of the Sheraton Hotels and Resorts chain.
This article considers the discursive circulation of stories in journalism and travel writing over the last fifty years that linked Aggie Grey to South Pacific's iconic, pidgin-speaking Tonkinese character, Bloody Mary. Made famous by Juanita Hall in Rodgers and Hammerstein's blockbuster Broadway musical (1949) and subsequent cinematic adaptation (Joshua Logan, 1958) , Bloody Mary first appeared in several stories which formed part of James Michener's Tales of the South Pacific (written between 1944 and 1946 and published in 1947) , which would go on to win the Pulitzer Prize for Fiction in 1948. 1 Different claims have been made about Aggie Grey being a partial source for Bloody Mary (Smyth 2000a; Horace Sutton 1966; Clarke 2005) , both by travel journalists and by Michener himself, and, as I will discuss below, by the Aggie Grey Company's own carefully negotiated strategies over the last fifty years (see Aggie Grey's Hotel pamphlets and websites; Game 2001) . The careful marketing and growth of the Aggie Grey brand, both before and after her death in 1988, exemplifies the close economic relationship between the development of tourism in Samoa in the post-war years and the American film and celebrity industries, with the hotel in Apia providing accommodation, logistical and catering support to Hollywood productions and film stars from William Holden to Raymond Burr, Robert Morley, Gary Cooper and Marlon Brando, who were working or returning to vacation in the Pacific.
My examination of an origin myth linking a charismatic historical figure with an iconic fictional character is undertaken not to ultimately suggest any one-to-one relationship between the two, but rather to demonstrate a remarkable discursive persistence of what I term a Pacific romanticism, and what some scholars have called 'Pacificist' (Lyons 2006) , 'Pacific Orientalism' (Landman and Ballard 2010) or even 'complicit exoticism' (Iwabuchi 1994) . The persistence of this Pacific romanticism, with its roots in much older literary and art historical traditions, in which the Pacific is represented as an idyllic physical and sexual mise-en-scène, and to which settler representational traditions from painting to photography and Hollywood cinema have long contributed, suggests some of the complex aesthetic interrelationships of the Pacific and the West. In what follows in my close examination of the historical figure of Aggie Grey and, more particularly, in what I name the optics of tourism, I join with earlier scholars in urging that we be more attuned to the affective power of visual media and the ways in which Hollywood plays a powerful continuing role in cultural memory, tourism and popular culture (see Pearson 2005; Mallon 2012 ). No, I don't believe I am the original of Bloody Mary. It all happened because of a disagreement with an American author called Willard Price. He came here to write about the islands and wanted to stay at the hotel, but he wanted special treatment -a separate little house away from the other guests, so he would not have to eat with them. I told him I didn't have enough room. He was very angry. Later he wrote a book, 'Adventures in Paradise' [published in 1955] . (Maguire 1976: 58) Aggie is mentioned several times in Price's book where she is described as the 'boarding house keeper and prototype for Bloody Mary', who inherits the 'native house built for Gary Cooper in Return to Paradise' (Price 1956: 237 (Sutton 1966: I10) . Frank Riley of the Los Angeles Times added the details that Aggie was on a cruise ship bound from Honolulu to Vancouver via San Francisco, and warmed up her siva with four preparatory whiskeys 'just to get in the right mood for the party' (Riley 1975) . Because a reporter from the Vancouver Sun was aboard, the 'story grew from there' and 'a legend was born' with Aggie explaining the genesis of the myth as one born in alcohol: 'it was those four whiskeys' (Riley 1975 Croudace née Swann (reputed to be a great beauty in her youth), and for whom the road across the mountains of Upolu had been built 'at great expense to the American taxpayer', purportedly so that the general could be closer to her (Michener 2007: 38, 88 ).
returned to Vanuatu for the first time since the war for an interview with television journalist Diane Sawyer (Sawyer 1999) , where they revisited the former plantation where the houses of Ratard's indentured Tonkinese labourers were still standing. According to Michener, another contender for the model of Bloody Mary was Françoise Gardel, another entrepreneurial hostess re-encountered by him on this visit (she was then 93 years old) (Clarke 2005: 51), whom he described as an 'amazing French woman almost 20 years older than I … She was a buccaneer, a feisty woman who played the American brass like a fiddle' (Michener 1987: 2) . The opportunistic, entrepreneurial nature so central to the fictional Bloody Mary is similarly echoed in Michener's description of Aggie as 'ebullient, effervescent, outrageous, illegal and terribly bright. She and her crew must have bilked the American forces out of a couple of million dollars worth of services, and never was wartime money better spent' (Michener 1978 ). Yet despite Michener claiming that he had long finished writing the manuscript when he met Aggie, literary historian Stephen Jay May's history of Michener's career reports that he did the bulk of the writing of Tales of the South Pacific at the end of 1944 and the beginning of 1945, which was after he had visited Aggie the six or so times he acknowledged (May 2009: 66-67 (Kennedy c.1987; see also Bick 1998: 202) . Aggie herself reported that she had asked Michener if she was the model for Bloody Mary and that 'he was very non-committal […] He said if I was, it was only the nice part of the character. I was unhappy about being called 'Bloody Mary' but my children thought it was very funny' (Maguire 1976: 59 ; see also Kennedy c.1987; Bick 1998: 202) . According to her granddaughter, Aggie Grey Jr., 'Aggie was very angry that the name Bloody Mary had stuck. She wrote a strong letter to James Michener' (Bick 1998: 202 (Trumbull 1969: 21) . 4 At Aggie's request, Michener wrote 'Love Letter to Aggie' for her biographer Nelson Eustis, to respond to the Bloody Mary stories once and for all, and this letter was published in Savali News (Michener 1978) . In that letter, although Michener says 'Aggie was not the prototype of Bloody Mary; that worthy Tonkinese was on paper long before I met Aggie', his letter acknowledges her role in his characterization:
When I returned to New York to edit the manuscript of my first book and I needed a reference point as to what Bloody Mary would do or say, I simply recalled Aggie and had my answer ... it was Aggie, and she alone, who fortified my writing in the editing stage, who remained as the visualization of the island manipulator when the play was in formation, and who lives, in a curious way, as the real-life Bloody Mary. (Michener 1978 ; see also Eustis 1979: 117; Field 1997 and ).
Michener's observations elsewhere on the matter were quite frank:
Why do I say Aggie was important to me when I was trying to write? Because she taught me so much about the South Pacific, because she encouraged me to go to distant islands, and because she taught me the songs, the dances and customs. Such things are the backbone of writing, and without those days at Aggie's sitting in the corner and listening I might never have found the courage to make the big attempt, and without the experiences at Aubert Ratard's plantation and Mme. Gardel's, I might have had nothing to say when I did start, I could never have written Tales of the South Pacific. (Michener 1986: 6) It seems clear that Bloody Mary was a composite of an unnamed Tonkinese worker, Madame Gardel, and aspects of Aggie's character and personality. For Rob Wilson, Bloody Mary's racial hybridity frames her opportunism as both interstitial figure and literal go-between to American lieutenant Joseph Cable and her daughter Liat; he describes Mary as 'a transnational body who merges Tonganese superstition and Tonkinese Chinese venality into a toxic Asian/Pacific brew of bad English, stinking body and clownish manners' (Wilson 2000: 173) . It was her strong resistance to French colonialist exploitation and a resistance seen by the French as leftist or even pro-Communist, that earned her the nickname 'Bloody' Mary. Local workers mirrored her resistance throughout the New Hebrides and New Caledonia, which she implied would also lose their indentured workers after the war. ' (Lovensheimer 2010: 165) . Damon Salesa's work on racial crossing and the privileged-yet-troublesome half-caste (or afakasi) communities in the interwar period in Samoa has demonstrated how racial definition was dependent on 'social, political and legal criteria' and not on physical or genetic categories (Salesa 2000: 101) . Bloody Mary is an intriguing fictionalized version of the afakasi world of which Aggie was part. On the one hand, the class status of the Socialite Club, Apia, where Aggie Grey was photographed by A. J. Tattersall in the 1920s (see Figure 1 ), might suggest a world of privilege far from the indentured servitude of Bloody Mary, in which 'a small number of half-castes were legally recognized as such, and thus became Europeans' (Salesa, 2000: 101) . As a daughter of English chemist William Swann and a Samoan mother, Pele (daughter of Pepe Maiava and the taupou of Toamua village), Aggie typified Salesa's privileged afakasi community, marrying, in turn, two palagi (white/ non-Samoan) husbands, Gordon Hay-McKenzie and Charles Grey. On the other hand, the erratic health of her two husbands and Charles Grey's bankruptcy also meant that much of the 1920s and 1930s were financially difficult for Aggie. Her bar-keeping in both Pago Pago and Apia marked her as one of Salesa's troublesome half-castes -not for political reasons, like her close friend Taisi Nelson, but for social reasons, she was subject to moral suspicion, unjustly resulting in her deportation from Pago Pago around 1933, and a later police raid in Apia in 1935 (see Alailima 1988: 206, 215; Eustis 1979: 96) . Aggie agitated for a liquor licence for her new bar, The Cosmopolitan at the old British Club, and as she indignantly reported:
… the Germans who stayed after [the First World War] broke outthose who had married Samoans -applied to the authorities for a license to run a club where they could drink. When they got it I was so mad. I figured that if the Germans who we fought against and beat in the war could get a license, then so should we Samoans. (Kennedy c.1987) The persistence of the Aggie Grey-as-Bloody Mary story, together with its repeated reiteration by the Samoan and South Pacific tourism industry, suggests the continued economic value of South Pacific as a theatrical myth for the North American, European and Australasian tourist markets. Staged for decades around the world after the Broadway version closed (and revived on Broadway again in 2008), the musical provided Michener with a steady income of $10,000 a year for decades (May 2009: 96) . In a similar fashion to Michener's careful non-responses when asked about Bloody Mary's origins, consider the ways in which the Aggie Grey company has walked a fine line in both embracing and disavowing the myth of Bloody Mary. While we may remember Aggie's words that 'I do not take it as a compliment when people say I am Bloody Mary […] I have fought against this for a long time but they still believe I was her' (Kennedy 2011: 9) , a photo of Aggie with original Broadway cast member Mary Martin who visited the hotel in Apia in the 1950s (see Figure 2 ) remains on display in Aggie Grey's Hotel in Apia today. This image also appears on the Aggie Grey Lagoon resort's leaflets and websites. There is also a long history of marketing in the hotel's promotional materials over the last fifty years, which carefully situate Aggie as a legend. They link her star status with the numerous movie stars -Dorothy Lamour, Marlon Brando, Gary Cooper, William Holden -that have visited the hotel and whose names adorn its traditional Samoan guest fales (huts). 'Rest your head where the stars have slept' is one line from the hotel's website that markets the iconicity of the hotel as one both affectively resonating with and produced by its spatialization of celebrity culture (see Aggie 6 Air routes were not just good for business in bringing increased numbers of tourists, they also brought film productions. These film shoots provided ancillary revenue streams 7. The Kon-Tiki Museum's claims for Thor Heyerdahl's pivotal role in the tiki craze of the 1950s may be somewhat overstated. For a longer cultural history of tiki kitsch see Kirsten (2003) .
such as the jobs that Aggie's partner Fred Fairman did for Mark Robson's Return to Paradise, constructing the mess hall, shower, office and sheds and installing a generator, while Aggie trained Roberta Haynes to siva. The income from these streams supplemented the hotel accommodation provided for the cast and crew at a financially difficult point when the passengers from the new Coral Route stopover had not yet begun (they would start in October 1952) (Air New Zealand 2006: 5) . One year later, as the Samoa Bulletin reported, with the film-makers in town, there was so much extra cash in Apia that prices rose 11.5 per cent (Anon 1952: 1; cited in Alailima 1988: 271) . Citing Robert C. Schmitt's study of Hawai'ian films, Rob Wilson has suggested that the mise-en-scène of many post-war American movies like South Pacific, which were set on ships, aircraft, boats or submarines in the Pacific, produced a military gaze constructing a mode of visuality which he calls the optics of the Cold War (Schmitt 1988: 6; cited in Wilson 2000: 168) . I want to rework this to offer a related term, the optics of tourism, remembering that the history of World War II in the Pacific was inextricably linked with the development of post-war tourism, from the airports, roads and buildings the war brought, to the increase in traffic, artefact trading and post-war visits it prompted, and which was exemplified by the wartime career and post-war tourism of James Michener. It is an optics because it is attuned to the power of visual media in film and television, cartoons and advertising, in constructing national myths and reproducing shared histories. The optics of tourism link fictional characters like Bloody Mary with historical figures like Aggie Grey, who in turn market and align themselves with these figures, recognizing their undeniable economic benefits but also emotional valences. Thus, the optics of tourism understands the affective power of what Sarina Pearson has described as 'the residual meanings, desires and values attached to the photographic and cinematic archive of a particular region' (Pearson 2010: 108) . This is exemplified by older Euro-American literary and cinematic traditions from Robert Louis Stevenson to Michener, and from F. W. Murnau to Mark Robson, as one in which specific literary and cinematic figures are linked to specific spaces marketed and promoted by the tourism industry. This neoromanticist turn is also epitomized by the 2012 release of the film Kon-Tiki (Joachim Rønning and Espen Sandberg), a cinematic retelling of the story of adventurer and media sensation Thor Heyerdahl, whose expedition, it has been suggested, played a role in the 'tiki kitsch' craze of the 1950s and 1960s (Kon-Tiki Museum 2012: 23) .
7 What Paloma Fresno Calleja has called the 'endless recycling' of neo-colonial and global discourses in advertising, tourism and cinema is epitomized by this nostalgic reiteration of an older Pacific romanticism (Fresno Calleja 2013: 1) .
However, the optics of tourism also recognizes a shared investment in the affective pull of space, in which the emotive dimension of imaginary historical spaces produced by the Pacific visual archive explains their strategic success as marketing devices in global tourism. While Wilson describes this phenomena as the 'postwar inscription[s] of local places and peoples masquerading as historical deep memory', I think he is too dismissive in framing these practices as postmodern pastiche (Wilson 2000: 167) . The renaming of local Pacific spaces in homage to cinematic texts recognizes the affective valency of films that were shot in spaces like Lefaga Beach in Samoa, named for many years in the 1970s and 1980s as 'Return to Paradise Beach' by the hotel industry and by companies like Aggie Grey's that ran tourist excursions there. 'Return to Paradise' is also the name of a new resort (that opened in Samoa in May 2014) (Mallon 2012: 385) . In this regard, the optics of tourism are in dialogue with Hollywood mediation and the continuing power of its archive to shape memory and identity in contemporary Pacific art practices. Whiteside 2013) . Pacific artists like Rodger and Urale are part of diasporic communities historically shaped by the economic and historical changes effected by war, development and tourism. While the case of Aggie Grey's mythic circulation as Bloody Mary is an obvious instance of the continued economic advantages of the marketing and recirculation of nostalgic Pacific romanticism, it also recognizes, as does the work of Urale and Rodger, that these images and stories are not merely about the failure of the indexical, or about false representations, but rather about aesthetic re-appropriations in dialogue with media histories and their cultural circulation. As the World War II generation passes out of living memory, the nostalgic reiteration and hybridization of cinematic imagery exemplified by the optics of tourism articulates some of the ways in which their children and grandchildren are critically engaging with the affective power of the visual archive in the Pacific today.
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